Introduction
T his first volume of Texts in Translation in the Society for Medieval Feminist Scholarship's Subsidia series makes available to students and scholars for the first time a complete edition and English translation of the liturgical dramas included in the fifteenth-century ordinal and customary of the nuns of Barking Abbey. 1 Taken together, these three dramas-Depositio, Descensus/Elevatio, and Visitatio sepulchri-reveal the opportunities for nuns to assume a variety of identities in the performance of their special liturgies for Holy Week. The Barking dramas are unusual for the clear delineation of the roles of the nuns and the intermingling of men and women in the cast. While reading the text, it is helpful to remember that in some sense these performances are small operas; the text is primarily sung in plainchant, the monophonic, non-metered chant of the Middle Ages.
A liturgical drama, in the simplest sense, is a play that occurs within the context of worship (liturgy). It differs from liturgy because people act the part of someone else in the retelling of a biblical story. So, for example, in the Easter drama people act the parts of the women coming to the tomb, the part of Jesus appearing to the women, and the parts of the angels. As Dunbar H. Ogden suggests, the performers and the http://ir.uiowa.edu/mff/vol49/iss3/ audience must be aware of this representation, and it should be sustained for more than a brief time. 2 The presence of "stage directions" is one indication that the performers were aware of these sections of the manuscript as a play within the liturgy. At the same time, a liturgical drama partakes of the nature of the liturgy, and such dramas were seen as acts of worship, not of entertainment. The three liturgical dramas presented here are the Depositio (Removal from the Cross and Burial), the Descensus/Elevatio (Descent [into hell]/Raising from the Tomb), and the Visitatio sepulchri (Visitation at the Tomb). In each case nuns and/or priests play specific roles and there is a clear sense of theater.
The Barking dramas are hardly unknown; there are multiple Latin editions of the texts available, several full or partial translations, and a variety of commentary on the texts in scholarly publications. This clean, new transcription with complete, split-screen translation includes the expanded chant material to contribute to a fuller understanding of the richly dramatic liturgical life of the period and the roles played by women in that life.
The Manuscript and its Editions
The sole manuscript that contains the dramas is housed in the library of University College, Oxford (MS 169). Internal evidence dates it to 1404, when it was presented to the abbess, Sibille Felton. The manuscript is on vellum and measures 9.25 inches by 6.25 inches. There are now 224 leaves, but several have been excised from the original manuscript.
3 There is no surviving evidence of the scriptorium at Barking Abbey and no indication of the scribe in the manuscript itself. So while it is probable that the MS was produced at Barking, we have no evidence to confirm this possibility.
In the medieval period there were several different types of manuscripts that recorded the texts and music for liturgical services. An http://ir.uiowa.edu/mff/vol49/iss3/ ordinal compiled the liturgical practices of a specific place-in this case Barking Abbey-into one volume, giving a brief listing of the service components for the entire year and including just the incipit or first few words of each chant or prayer. A customary offered information on how those liturgies and other monastic observances were to be enacted. The Barking manuscript interweaves the material of the ordinal and customary. The entire manuscript was edited by J. B. L. Tolhurst and published by the Henry Bradshaw Society in 1927, making this portrait of liturgical life in an English Benedictine nunnery available to scholars.
Karl Young had published an early edition of the Depositio, Descensus/ Elevatio, and Visitatio sepulchri in a 1910 article, but then superseded it with the version in his seminal work The Drama of the Medieval Church (1933) . 4 More recent editions include those by Walther Lipphardt (1976) and Pamela Sheingorn (1987) . 5 Sheingorn' s edition also includes facsimile reproductions of the relevant pages of the manuscript. As the apparatus criticus indicates, our edition takes these previous editions into account in our own editorial decisions.
A complete but relatively inaccessible translation of the dramas is available in a 1983 publication edited by Peter Meredith and John E. Tailby. 6 Translations of parts of the dramas also appeared in Anne The present work is the first full edition with translation of all three dramas; it is also the first translation to include the antiphonal incipits and the expanded chants.
Because these dramas are conveyed in an ordinal/customary, they are lacking certain elements that would allow us to understand them fully. The chants that are to be sung are given only with a chant incipit and no musical notation. In many instances, we can guess with a great degree of certainty what the chant text would be; unfortunately, in other instances we cannot. The chant texts have been expanded in order to give as full a sense of the drama as possible. There are seven chants in the Visitatio that appear to be unique to the Barking manuscript and may well represent the creative compositional activities of the nuns. The prefatory Prohemium to the Easter dramas credits Catherine of Sutton, abbess of Barking Abbey from 1358 to 1376, with moving the performance of the Descensus/Elevatio from before Matins to after the third responsory of Matins in order to increase devotion among the people. This change of place causes the Descensus/Elevatio to lead directly into the Visitatio sepulchri rather than have the lengthy service of Matins in between the two. Nancy Cotton credits Catherine as the author of this version of the dramas. 9 Catherine' s biographer Santha Bhattacharji argues convincingly that this credit oversteps the evidence of the source, but comments "It can be said with confidence, however, that Katherine struck her contemporaries as a woman of notable energy and decisiveness, and that they associate her name, in whatever way, with an interesting and unusual piece of liturgical drama."
10 While the evidence does not demonstrate that Catherine composed the dramas, it is highly likely that nuns were involved in the process of creating this particular version of the Visitatio through the use of pre-existing materials and through the composition of the unique chants for which we have only incipits.
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The Context of the Dramas Barking Abbey was a large, relatively wealthy nunnery located near London in the town of Barking. Founded in the seventh century as a double house of men and women, it became a women's community from the tenth century until the dissolution of monastic communities in 1539. While the number of inhabitants varied over the centuries, the statutory number of nuns was thirty-seven. 12 Because of the existence of the ordinal/customary, we know more about the liturgical practices at Barking Abbey than at any other English Benedictine house for women. In addition to the nuns, there were priests, deacons, and other clerics associated with the abbey. 13 On important liturgical occasions the processions included clerics in minor orders carrying the cross, the candelabra, and the gospel book. Thus it was common on feast days to have several men as part of the liturgical proceedings along with the nuns.
Within the abbey, the cantrix (female form of cantor), held the major responsibility for the performance of the liturgy including the liturgical dramas. Her many duties included oversight of liturgical life, the regulation of music, teaching music to the nuns, and vocal leadership. She appears in the dramas primarily in her role in starting chants.
Holy Week liturgies are among the most inherently dramatic parts of the entire liturgical year. The reenactments of the procession on Palm Sunday begin the week with a dramatic flair. Each of the three dramas presented here has its own unique development and history, touched on only briefly in this introduction. The works cited in the notes provide 11 Yardley, Performing Piety, 145; Yardley, "Liturgy, 
The Three Texts
The Depositio is a reenactment of the entombment of Christ which was performed on Good Friday after the Adoration of the Cross or first Vespers. The Depositio at Barking Abbey, which occurs after the Adoration of the Cross, follows the same basic outline as the one found in the tenth-century Regularis concordia, a guide for English monastic life. In the Barking version, the four main actions are carrying the cross to the altar, removing the image of Christ to wash it with wine and water, burying the cross in the sepulcher, and, finally, shutting the sepulcher where the cross remains until it is removed as part of the Easter dramas. Part of what sets this short drama apart from the liturgy is the suggestion that the priests are representing Joseph and Nicodemus. Additionally, clear stage directions add to the sense of this section of the text as a play. At each stage of the drama, the nuns offer commentary, in the form of chants, on the ritual action. By expanding the text incipits in the ordinal with the remaining text for each chant, we gain a very full sense of the ways in which the chant texts are integral to the meaning and action of this short drama.
14 Some churches in England had distinct places set aside to serve as the sepulcher while others created a sepulcher for the occasion. Often, these were located on the north wall of the chancel.
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It would appear from the description that the nuns at Barking had a specific place (perhaps a niche or other architectural feature) that represented the tomb of Christ to which they carried the cross and that they augmented that with a coverlet, pillow, and white linens in the actual burial. At Barking the abbess had the responsibility for keeping a light burning continuously at the sepulcher until Easter.
The second drama, Descensus/Elevatio, was performed at Easter Matins. It offers a rare pairing of these two short scenes representing the descent into hell and the raising of the dead. While it is common to find the text for the Elevatio in medieval English sources, it is less common to 7 http://ir.uiowa.edu/mff/vol49/iss3/ find it paired with the Descensus or "Harrowing of Hell." The Descensus grew from the theological understanding of the line in the Apostle' s Creed "he descended into hell" and seeks to represent that descent into hell to bring salvation to those who were imprisoned there. The harrowing was popular in medieval England, and there are several extant non-liturgical versions in the vernacular in addition to the liturgical enactments. 16 The Elevatio is a short drama that allows the community to retrieve the cross from the sepulcher and to find an empty tomb on Easter morning. At Barking, the Elevatio follows directly from the Descensus, forming one dramatic unit. The stage directions for this drama indicate that the abbess, the entire convent, and some of the priests represent the patriarchs and prophets; one of the priests represents Christ; the procession of the nuns and priests at the end represents Christ being followed by his disciples. It is notable that, in these two short dramas, the nuns have the opportunity to play the patriarchs and prophets as well as the disciples of Christ. These roles are part of the drama and offer nuns a chance to envision themselves as historical male figures. These opportunities complicate the common metaphor of nuns as the "brides of Christ."
The Visitatio sepulchri retells the story of the women going to Christ' s tomb and finding it empty; its performance directly followed the Depositio/Elevatio. Although it is the best-known and most widely circulated medieval liturgical drama, it is actually less well represented in English sources than the Depositio and Elevatio. The version portrayed in the Barking ordinal has thus received a great deal of scholarly attention from historians of this genre. Unfortunately, the manuscript's lack of a full text and of musical notation makes it most difficult to reconstruct the drama completely at this point. There are seven text incipits that would appear to be unique to the Barking version of the Visitatio and undoubtedly reflect the creative work of the nuns there. 18 In the first scene of the Barking Visitatio, the three Marys (Mary Magdalene, Mary the mother of James, and Mary representing Salome) come to the tomb seeking Jesus. They are met by two angels, one inside the tomb and one outside the tomb, as they find the empty tomb. In a second scene, Jesus appears to Mary Magdalene and then to all three women. Finally the disciples, played by the priest and clerics, appear, and Mary Magdalene shows them the shroud. All rejoice together. The choir of nuns participates in several of the chants towards the end of the drama.
Clearly there are several characters in this drama. The ordinal provides some information on the casting of the play in the description of a meeting of the nuns in the chapter house after terce on Holy Saturday. At this meeting, the abbess chooses the three nuns who should play the roles of the Marys. She also chooses two novices to carry candelabra and accompany the nuns. In the vast majority of the Visitatio manuscripts from the Middle Ages, men played the parts of the three women who went to the tomb. Thus it is significant that the Barking manuscript clearly indicates that three nuns played the roles of the women and that they were accompanied by two female novices carrying candelabra.
The Visitatio is full of stage directions which help the reader to envision the actual enactment of the drama. Among the notable instructions for performing the Visitatio are several tantalizing hints of vocal performance practice. Not only do we get specific indications as to who should the 'Visitatio Sepulchri' Ceremonies," in Early Music History 1: Studies in Medieval and Modern Music, ed. Iain Fenlon (Cambridge: Cambridge University Press, 1981); and Ogden, Staging of Drama. Ogden especially focuses on the stage directions; he notes that the confession (to the abbess by the nuns who play Mary) and the cleansing rituals (at Wilton, Origny, and Troyes) are the only known instances where some sort of cleansing was required. There are approximately 680 manuscripts where men played the role of the Marys and did not undergo any cleansing before assuming the role (Staging of Drama, 144). 18 Yardley, "Liturgy." http://ir.uiowa.edu/mff/vol49/iss3/ sing each chant, but we also get several indications of how they should sing the chant. Various chants should be sung flebili voce et submissa (tearful and subdued voice), plangendo (plaintively), suspirando (sighing), voce letabunda ( joyful voice), alternis modulacionibus (rhythmically), or solemniter (solemnly). While it is unclear exactly how these emotions are expressed by the singer, it is clear that her emotions are to inflect the music. In the Descensus, the priest is instructed to sing Tollite portas three times, repeating each time in alciori voce (in a higher/louder voice). As Ogden indicates in his table of vocal qualities, alta (the root form of alciori) in its various forms is one of the most ambiguous of the terms.
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It can mean "high," or "loud," or "intense." In this particular instance, we have chosen to translate alciori as "higher" because, as Ogden indicates, there are several instances of phrases being repeated at successively higher pitch levels. The singer could well also become louder on each repetition. This liturgical drama thus not only includes representations of specific characters and a clear sense that the actors and audience are aware of it as drama; it also includes detailed indications that the singing style itself should be dramatic.
Female Sacerdotes?
This new edition with translation calls attention to a very intriguing, but hitherto completely overlooked, element in the text of the Barking Visitatio sepulchri. That the three Marys of the Visitatio are played by nuns rather than by male clerics is in itself perhaps not so surprising for a nunnery. 20 However, the ordinal (lines 205-9) suggests that the nuns playing the Marys at Barking were in some sense seen as clerics or priests (sacerdotes). All previous editors and commentators have overlooked, ignored, or misread the gender of several key words in the final lines of the Visitatio. Unless one considers both the feminine plural adjective predicte and the subsequent feminine accusative pronoun eas as scribal errors, it appears that at Barking the three sisters not only performed the roles usually played by priests but were also themselves called "priests" and were seen as performing sacerdotal functions in the drama. There are really two issues here. The first is the identity of the sacerdotes in this passage. The second involves how the "actors" so identified may have been understood to be performing sacerdotal functions. As regards the first issue, we suggest that the sacerdotes of line 205 are definitely the three Marys and not the male sacerdotes mentioned earlier in the text. There are several reasons for this identification. In classical Latin, sacerdos could be both masculine and feminine (see OLD, s.v, "sacerdos"). While ecclesiastical Latin usually treats sacerdos as masculine (see, e.g., Blaise, s.v. "sacerdos"), there are instances of the term being used in relation to female sacerdotes (e.g., Macy), and seemingly even to nuns in particular (Latham, s.v. "sacerdos") . 21 Thus, the word sacerdos itself could be understood as feminine here, but this usage would represent a significant break with the usual gender of this word in the text. More importantly, the subsequent feminine plural accusative pronoun eas (line 208) is hard to explain if one does not understand it as referring to the sacerdotes who are the subjects of the preceding plural participles and verbs (reinduentes, transeuntes, adeant, and faciant , the sacerdotes are instructed to put on their own clothes (propriis vestibus reinduentes) in that same chapel. Since there has been no indication that the male priests were in costume at all, it seems likely that the three Marys are the ones who return to the chapel to put back on their own garments-the same ones they had removed at the beginning of the drama.
23 Also relevant to this identification are the candelabra. In the Visitatio this word only occurs two times, and each time it is associated with the three Marys. This is not surprising, since, as noted above, a previous section of the ordinal informs us that the Marys are to be accompanied by two novices carrying candelabra. 24 The Marys are clearly linked with candelabra at the outset of the Visitatio (line 120), and again at its conclusion when the Marys move from the chapel through the choir cum candelabris (line 206). Finally, that the abbess should instruct the male clerics to go and rest-the necessary result of reading eas (line 208) as referring to men-seems unlikely. That command seems more appropriately directed toward her nuns, the three Marys who here are called sacerdotes.
As regards the second issue, one must again consider the change of clothing the three Marys undergo at the start of the Visitatio. This change of clothing, suggestive of the priestly donning of special vestments before 22 Ogden, Staging of Drama, 149, states that the abbess "dresses the Marys in purest white surplices with white veils on their heads." Slocum, "Ritual and Ceremony," 105, inaccurately suggests that the nuns first changed clothing and then proceeded into the chapel of Mary Magdalene. According to the text, they actually changed clothes in the chapel itself. 23 Ogden, ibid., says it is the priests playing the part of the disciples who "(now in their usual vestments) reenter from 'the chapel,' probably the Magdalen Chapel, and with candles they cross through the choir to the sepulchre, pray, return, and pause-here a unique mimed reminder of the race to the tomb by Peter and John." Slocum renders this phrase as "the priests went back into the chapel vested appro priately. beginning the liturgy of the mass, clearly indicates that the Marys are now playing a distinctly new role. Likewise, the three Marys also say a confession to the abbess and are absolved. It was common for priests to say the Confiteor ("I confess") before celebrating mass. 25 Thus, both dress and action are suggestive of sacerdotal function. Moreover, one could see the Marys as performing a kerygmatic (and thus sacerdotal) role in the drama, inasmuch as they are to proclaim the good news of Christ's resurrection to others.
This reading thus expands upon Ogden's claim that at Barking (and at Origny), the abbess exercised "religious power normally reserved for men, for priests."
26 Not only does the abbess seem to have exercised such power, but in some sense the three Marys also appear to have exercised some type of sacerdotal power as well-enough, at any rate, to merit the title sacerdotes.
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The Edition
This edition, based on digital images of the sole extant manuscript, collates the four editions mentioned above. The edition follows these principles:
Orthography: The orthography of the manuscript is retained (including its irregular and inconsistent use of i and j as well as u and v) except in the few instances where the MS contains an initial double consonant (e.g., line 50 ffigurantes becomes figurantes). For consistency, expansion of abbreviations similarly reflects the orthographic practice of the scribe, as does the orthography of supplied chant material.
Punctuation and Capitalization: For comprehension, the edition employs modern punctuation, including paragraph divisions. Proper names and the word Domina when used as an official title (line 38) have been capitalized, but the individual persons of the Trinity (deus, filius, http://ir.uiowa.edu/mff/vol49/iss3/ etc.) and the word dominus when referring to God or Christ have not been capitalized.
Typography and Text Symbols: Antiphonal incipits, hymns, antiphons, prayers and biblical citations are presented in italics. Editorial additions, including the supplied text of the chants and relevant emendations, are indicated by angular brackets < >.
Pagination: The MS shows page numbers on an alternating basis (e.g., p. 119, p. 121, etc.) on the recto side of each leaf only. According to Dr. B. C. Barker-Benfield of the Bodleian Library, this pagination is modern and may date from 1700. The foliation that appears in Tolhurst' s edition seems to be his own invention and is not found in the MS itself.
27 Expanded Chant Material: Where possible, the chant material is expanded beyond the incipits given in the MS. The rationale for doing so and the selection method for the expanded texts are provided in the Appendix. It should be noted here that, when we have expanded a chant, we have intentionally omitted the phrase et cetera that sometimes follows the incipit in the MS (e.g., at line 157). In the few cases where the MS includes the phrase et cetera but no expanded text is available (e.g., line 163), we have retained et cetera and added <…>.
Critical Apparatus: The apparatus provides "variant readings" and differing editorial emendations proposed by previous editors. In the apparatus, the expression corr. ad means corrigit/corrigunt ad (= corrects to) and add. means addit (= adds). http://ir.uiowa.edu/mff/vol49/iss3/
•

The Translation
The translation strives for balance between readability and literal accuracy. The aim has been to render the text intelligible to both nonspecialist and specialist modern readers, particularly those who might wish to perform these liturgical dramas. Toward this same end, the antiphonal incipits and the expanded chants are also translated. While we have consulted other translations (listed above), this translation represents a fresh attempt to render the Latin into fluent English. 
<PREFACE>
Note that according to ancient ecclesiastical custom, the Lord' s resurrection was celebrated on Easter [Sunday] before Matins and before any tolling of the bell. Now since in those times, the whole of the people seemed to have grown cold in devotion and human sluggishness was greatly on the rise, as an expression of her pastoral concern, that venerable lady, Lady Catherine of Sutton, sought to eliminate that sluggishness completely and to stimulate more devotion on behalf of the faithful toward that very important celebration. [Thus] , with the unanimous consent of the sisters, she decreed that the celebration of the Lord' s resurrection should take place immediately after the third responsory of Matins on Easter, and the procession was to be carried out in this way:
<DESCENSUS/ELEVATIO>
At the outset, the lady abbess, together with the entire convent and with certain priests and clerics dressed in copes, should enter the chapel of St. Mary Magdalene. Each priest should carry in his hand a palm and an unlit candle. They represent the souls of the holy fathers who, living before Christ's coming, descended into Hell. They should enclose themselves in said chapel and close its door. Then the officiating priest, dressed in an alb and cope, should approach the chapel with two deacons: one bearing a cross When those verses are finished, a figure from the right side of the altar should approach the three women all at once, saying Hail! Do not be afraid! <Go and tell my brothers to go to Galilee. There they will see me>. Then, the three women should prostrate themselves on the ground, take his feet and kiss them. Having done so, they should sing these verses alternately in rhythmic measure, beginning with Mary Magdalene singing Jesus of Nazareth etc. <…>. Upon finishing these verses, the Marys should stand on the steps in front of the altar, turn toward the people, and sing the responsory Alleluia. The Lord has risen from the grave; and the choir should answer them. After this, the priests and clerics representing the disciples should come forward singing O dreadful race <…>. 
